Source . John Paton, 1923, The Story of Dr. John G. Paton's Thirty Years with South Sea Cannibals, London: Hodder and Stoughton, p . 45 . In the years before mass tourism, mission imagery helped shape metropolitan understanding of island life. 5 Mission imagery, whose heyday lasted from the 1880s through the 1930s, swamped the world market for views of the southwest Pacific, and particularly of the New Hebrides. 6 It dominated global circuits, shaping ways in which island life was 'pictured' and understood, until the outbreak of the Pacific War during which Vanuatu's principal airport was constructed and the subsequent development of mass tourism carried by plane and cruise ship, 7 most of these tourists arriving with their own cameras in hand. Before the Pacific War, however, Presbyterian missionaries in the New Hebrides and their supporters, during the late nineteenth and early twentieth centuries, generated a notable archive of island images illustrating their autobiographies and other accounts. They also produced illustrated mission periodicals, picture postcards, magic lantern slides, and even lapel pins ( Figure 9 ). To help circulate their published and more ephemeral imagery, island-based missionaries regularly toured Australia, New Zealand, Scotland and North America to lecture, raise funds, and sell miscellaneous depictions of their labours to homeland congregations who thereby vicariously came to know South Pacific people and places. 8 The mission graphic archive is substantial and one can only sample it here to explore both the types of pictures it circulated and the views these portrayed.
5
Nicholas Thomas, 1992 , 'Colonial conversations: Difference, hierarchy, and history in early twentieth-century evangelical propaganda', Comparative Studies in Society and History 34: 366-89, p. 371; Christine Weir, 2013 , '"Deeply interested in these children whom you have not seen": The Protestant Sunday School view of the Pacific', Journal of Pacific History 48: [43] [44] [45] [46] [47] [48] [49] [50] [51] [52] [53] [54] [55] [56] [57] [58] [59] [60] [61] [62] . The illustrators and photographers who produced these images were often anonymous, typically unacknowledged or only quickly identified by signature or initials, for example J.F. and W. Hatterell in Michael, John Gibson Paton, DD; and James Finnemore in John Paton, 1898 
Pictures
Until the 1860s, relatively few images of New Hebridean life and landscape had circulated abroad; these mostly prints by William Hodges who sailed as an artist on James Cook's second voyage, other illustrated voyage accounts, and scattered encyclopedic illustrations. Beginning in the 1860s, a flush of illustrated mission texts began to depict new stories of the archipelago-two of the first being George Patterson' A never-ending delight to the natives was our magic lantern. We were so thankful to get a box of beautiful Scripture slides from London. The picture that always made the deepest impression upon the natives was that of the Crucifixion. Even determined Heathen came to see the wonderful pictures which could only be seen in the dark! King, Lindt, Beattie and other photographers who converted mission negatives into lantern slides also sold postcards. Beattie churned out 800 New Hebrides postcards reproduced from photographs he shot during his 1906 visit to the archipelago, 21 and missionaries themselves went into the postcard business.
22 A contemporary Melanesian Mission guide for staging successful magic lantern shows highlighted associated possibilities for card sales: 'Stands for post cards, as used on railway platforms can be easily borrowed.'
23 Like lantern slides, images first featured in missionary books also sold as postcards. 'The Miracle of Water from the Well', a drawing included in Michael, 24 celebrated the divine assistance that guided Paton in digging for water on Aniwa, a small atoll that neighbours Tanna: 'It was the Missi's God, the mighty Jehovah, who had wrought this great and wonderful thing.' 25 This image also appeared as a coloured postcard (Figure 11 ) to be purchased and posted by Presbyterian supporters.
26 Missionary texts featured these illustrations, missionaries displayed and sold them, while their supporters appreciated and circulated them further in church lending libraries and by post. 
Portrayals
Designed to cultivate support and to justify Presbyterian endeavour, missionary imagery illustrated the master story of savagery and its salvation. The chief trope was one of darkness and light, of Christian enlightenment. This was a hugely popular and long-standing Christian metaphor borrowed immediately from Biblical text (e.g. John 1:5) and missionaries deployed it everywhere, extravagantly and often. The Presbyterians in the New Hebrides shared appreciation of these same lights. They christened their various mission vessels Dayspring.
They titled a jubilee history of the mission Light in Dark Isles
27 and otherwise celebrated the light in book titles like Heralds of Dawn.
28
Their books featured recurring graphics of white triumph over black. Colour contrast was both spiritual and racial and was further highlighted by missionary sartorial fondness for white garments (at least in book illustration, Figures 11 and 12) .
29 John Paton's white raiment signified his bright heart and soul-white skin, white trousers, white heart. Mission photos pointedly emphasised tonal contrasts. Maurice Frater, who ministered on Paama and Epi islands, 1900-1939, included in his autobiography one study in contrast, 'natives admiring photographs of themselves' 30 wherein white suits juxtaposed dark nudity, and cummerbund reflected penis wrapper, in photograph and in life alike (Figure 13) . When projected at night with a magic lantern, these images of white body and spirit were particularly powerful as they 'floated and shimmered' in the darkness. Christian light must engulf heathen darkness in the end. Miaki's men on Tanna, after all, understandably desired and stole John Paton's white sheets and blankets. The Christian gospel vanquishes the darkness, the sacred pen mightier than the sword (or, rather, rifles and clubs in the New Hebrides). The Bible, in fact, was the missionary's 'gun' (Figures  14 and 15) . 32 Mission imagination was also notably fond of before/after comparison-this second sort of juxtaposition the intrinsic consequence of initial darkness/light contrast. Transformed and enlightened islanders would enwhiten, and mission publication regularly illustrated this process in 'before and after' views of village scenes (Figures 16 and 17) . 33 New churches and schools came to supplant old heathen structures, as another mission postcard (Figure 18) (Figure 19 ) was spoiled, somewhat, by his heathen subject's move to cover over her traditional bark skirt with a dress ('heathen to the left, dressed in order to have her photo taken'), 34 although her wilder hair and bark underskirt contrast vividly with her Christian sister's long, white Mother Hubbard and elegant turban. To portray possibility of Christian transformation, as Thomas has noted, 35 mission representation of islanders tilted towards metaphors of age more than of gender. Islanders were children but nonetheless could develop and mature if bathed in Christian light. Colonial administrators and settlers, conversely, tended more often to feminise islanders. Portrayed and fixed thusly as female, witless and weak, islanders would require long and firm tutoring by their white masculine masters, an interminable colonial administration. Mission imagery, however, portrayed a happier future. One could, in fact, hope for Christian maturity and an ultimate shared humanity as sibling children of God. 35 Thomas, 'Colonial conversations', 36 Taking their place, a new generation of Christian youth will remake their island homes. Mission imagery frequently portrayed local children, scrubbed and dressed in preparation to join global Christian civilisation, as does a postcard (Figure 21 ) of babies newly washed in the blood of Jesus, and in water, too. If unlikely ever to become British knights, cleansed island children would at least be educated in proper spirituality in mission schools and as the offspring of caring, convert fathers and mothers.
37 Christian families thus were another very common motif in missionary literature. Frank Paton, for example, included six family portraits in Lomai of Lenakel, including one of Titonga, Litsi, and their child Somo (Figure 22 ).
38
Mission images, shaped to serve parochial goals, dominated representations of island life before mass tourism and before more diverse information sources developed. These pictures often were not always graphically reliable as many illustrators-who had never themselves met an actual islander-defaulted to drawing generic heathen or indeterminate native (see, for example, Figure 7 ). Generic imagery circulated from book to book-this also a form of travel as pictures were recycled and reused. The same illustration, for example (Figure 10 ), might appear in a series of mission journal articles and books, recaptioned for a variety of purposes. Emma Adams' 1890 tale of mission work in two 'cannibal archipelagoes', recycled the same depictions of transformed village life (Figures 16 and 17 Other mission images, however, particularly photographs and those drawings based on photographs (Figure 23) , 40 more accurately depicted island reality. These, although certainly posed, did capture some measure of ethnographic authenticity. Mission writers often also included drawings and photos of landscape to ground their texts. Maggie Paton's book, for example, featured her sketches of Tanna's Iasur volcano and an Erromango island beach scene, 41 and Agnes Watt's letters were illustrated by photographs also of Tanna's volcano and its nearby lake along with a mountain waterfall. These mission landscapes and portraits in book, lantern slide, or postcard carried views of the islands forth into the outside world. Until the beginnings of mass tourism, print images moved more easily and freely than did people; the circulation of representative pictures as book illustration or postcard far eclipsed that of people themselves, although these too were on the move. Figure 23 , for instance, which began as a photograph on board Dayspring, was transformed into an etching in Toronto, to be appreciated by Presbyterian faithful around the world. It depicts New Hebrideans who, along with their images, were then also travelling. Islanders like Dayspring's crew beginning in the 1860s journeyed abroad and sailed regularly into Sydney, Melbourne and Auckland, just as outsiders were increasingly arriving on island shores.
Although missionaries continue to arrive in Vanuatu today and metropolitan churches send hordes of youthful volunteers annually into these islands, mission views no longer dominate the global graphic archive. Still, these views for many years cultivated powerful expectations of island life, and the tropes that capture this, and they have sunk down deep into common knowledge of tropical people and places. The increasing numbers of tourists visiting Tanna today, for example, may not expect to have their bed linens stolen, but they do arrive with existing, directed if diffuse expectations of what they will find there. 43 Travelling mission images significantly framed and sparked much of the tourism to come.
